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ABSTRACT

For decades, classical guitarists have approached the music of Johann Sebastian Bach

through transcriptions and adaptations, mostly of works for similar solo string instruments—the

lute, cello, or violin. There has been an increasing realization that the music of Bach originally

intended for larger instrumentation or other instruments (such as the harpsichord, clavichord, or

even the organ) can be accessed through the process of transcription, even when this endeavor

represents an arduous undertaking.

Surely, there are many overlooked masterpieces that could have been incorporated into

the classical guitar’s repertoire. Bypassing possible guitar adaptations of Bach’s music often

stems from an a priori assumption that the music is either too complex or too difficult to be

performed successfully on this instrument. However, in the case of the Ouvertüre nach

Französischer Art (BWV 831), a sensible and creative transcription of the piece, such as the one

proposed in this document, enables its realization on the classical guitar. Moreover, attributes of

the guitar such as nuances of timbre, vibrato, and dynamic subtlety, allow for a fresh perspective

with expressive possibilities that go beyond those of the original intended instrument. Despite the

overall technical challenges, the Ouvertüre nach Französischer Art (BWV 831) represents a

worthy inclusion of Bach’s largest work for keyboard into the expanding repertoire of the

classical guitar.
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CHAPTER 1: INTRODUCTION

Intent and Scope of Study

The purpose of “Rediscovering Bach: The Ouvertüre nach Französischer Art (BWV 831)

for Keyboard realized through the Voice of the Classical Guitar,” is to convincingly incorporate

this extremely unique work by Johann Sebastian Bach into the classical guitar repertoire. While

the composer did write many works for the lute, a close relative of the modern guitar, the guitar

was not actually in existence at this time, and therefore was not included in the vast array of

compositions and musical innovations that the genius composer from Eisenach bestowed upon

the world. Today, guitarists admire compositions by J. S. Bach from afar as there is no direct link

between the composer and our instrument. Fortunately, there is an obvious solution to this

otherwise frustrating problem: musical “transcriptions” and “arrangements.”

Guy Cantwell defines the musical terms transcription and arrangement as:

Strictly defined, a transcription is an exact note for note rendition of a piece of music
written for one instrument and played on another (i.e. guitar to piano). Literal (or note for
note) transcriptions are rare. More common is a rendition that seeks to retain the character
of the original while making some accommodations for capabilities and limitations of the
instrument upon which the music will be performed. While this rendition may still be
called a “transcription,” it is more accurately an “arrangement.” Certain parts of the music
have been “arranged” to work better on the non-native instrument.1

Bryan Townsend made the following remarks on the subject:

Musicians use two different terms: arrangement and transcription. Both refer to the
practice of taking music written for one instrument or group of instruments and
adapting it for a different instrument or group of instruments. The distinction
between the two terms is that a transcription attempts to be an accurate reproduction
of a piece of music in a different medium. A Scarlatti sonata for harpsichord may be
transcribed for guitar and reproduce very closely the original. Ethnomusicologists

1 Guy Cantwell, “The Art of Transcription,” accessed December 18, 2017, http://tulefogmusic.com/tr
anscription.html#.
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may listen to music in an oral tradition and transcribe it into notation, trying to
capture as accurately as possible exactly what they heard. An arrangement on the
other hand, implies some changes, perhaps significant ones, from the original.2

While these two terms may be interchangeable in certain contexts, this research adheres

to Cantwell’s and Townsend’s distinct definitions. However, for the specific purpose of this

document, I will refer to my version of the Overture in the French Style, BWV 831 (originally

written for harpsichord) as a transcription for guitar, since all of the changes made to the original

score (mostly in register shift) are made precisely to remain as true to the original as physically

possible. As Cantwell states, literal transcriptions are rare, and this one is no exception.

However, every decision made (when having to inevitably change notes from the original score)

was made with this researcher’s understanding of the original conception of the work.

Throughout the history of music, many renowned artists have transcribed and adapted

music by other musicians in an effort to either learn from those artists or simply for the

enjoyment of performing their music. For example, Franz Liszt transcribed the entirety of Hector

Berlioz's Symphony Fantastique for the piano due to his fondness and admiration for the

composition. Johannes Brahms was so impressed by Bach’s Chaconne (from Partita II for

Unaccompanied Violin) that he famously made a transcription for piano meant to be performed

with the left hand alone. Andrés Segovia, who is widely considered to be one of the finest

classical guitarists of all time, recognized the value of this musical process and transcribed many

works for the classical guitar. Among his most famous transcriptions are Asturias by Isaac

Albéniz and the Chaconne from Partita II for Unaccompanied Violin (BWV 1004) by J. S. Bach.

While the fidelity of Segovia’s transcriptions is always debatable, the mere act of adapting these

pieces for the guitar repertoire has increased not only the popularity of the instrument among

2 Bryan Townsend, “Arrangement and Transcription,” accessed December 18, 2017, http://themusicsalon.b
logspot.com/2012/09/arrangement-and-transcription.html.
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music listeners but the popularity of the pieces themselves. In some very special cases, the

transcription of a work is so fitting that it can bring out unheard aspects of a work that are not

usually noticed in its original form. In those instances, one could argue that the transcription of a

work either surpasses the original or is more adequate for the new instrument. Asturias, by Isaac

Albéniz, is arguably one of those special cases, where a great transcription can make it seem like

guitar was the instrument for which it was intended in the first place.

This process of transcribing music is traceable to most of the great guitarists in the

history of the instrument. Notable examples include Francisco Tárrega (who transcribed many

pieces by Mendelssohn), Miguel Llobet (who transcribed music from composers such as de

Falla, Granados, Albéniz, etc.), and Emilio Pujol (who was a prolific transcriber and a pioneer

for his transcriptions of early music including vihuelistas Mudarra, Narvaez, and Valderrabano,

among others). Leading guitarists Manuel Barrueco and David Russell have made it a priority to

include their transcriptions of music foreign to the classical guitar repertoire. Examples of this

include Barrueco’s arrangement of Albeniz’s Suite Española Op. 47, and Russell’s transcription

of Handel's Suite VII for keyboard, as well as their many transcriptions of music by Couperin,

Bach, Weiss, Granados, Albéniz, Kuhnau, Vivaldi, and many others.

The process of arranging and transcribing music dates back to the early Renaissance. A

clear and well-known example is Canción del Emperador by Luis de Narvaez, which is an

intabulation (transcription) of Mille Regretz, a chanson commonly attributed to Josquin de Prés.

Moreover, composers would often adapt a popular tune for a specific set of instruments which

they would then use to develop a composition. An example of this is Biagio Marini's Sonata

Sopra la Monica (dated 1629), a set of variations on a popular tune of the time. Marini arranged

the theme for a trio sonata, which then acts as a ritornello and unifies the piece. Another great

12



example is the tune of Las Folias de España, which has been used in countless works by

multiple composers in several musical genres. This unmistakable tune is very often featured in

works that follow the theme and variations format, and just within classical guitar history one

can find examples of that by composers such as Mauro Giuliani (Italy, classical period), Miguel

Llobet (Spain, late romantic composer), and Manuel María Ponce (Mexico, contemporary

composer), reflecting the versatility of the theme and its potential uses.

Composers are highly sensitive to the cultural and artistic trends that are present in

society. Many are even often immersed in musical traditions foreign to them. Some composers

go through this immersion process in an almost passive manner in which they listen to or read

about music foreign to their culture. On the other hand, a more active way in which a composer

can learn about foreign music is by transcribing it and performing it. This was true even for J. S.

Bach, who was so impressed with the music of some of his contemporaries that he transcribed

large amounts of it for his own purposes. For example, Bach transcribed many concertos by

Antonio Vivaldi (1678-1741) for organ and harpsichord, as seen in his BWV 592-596

transcriptions for organ and BWV 972-987 transcriptions for keyboard. Consequently, Bach

adopted some compositional techniques used by Vivaldi, especially the ritornello technique that

was so characteristic of Vivaldi's music.

Bach also transcribed music by Silvius Leopold Weiss (1687-1750), one of the most

prominent lutenists of the time. The two composers briefly met in Leipzig in 1739,3 and Weiss’s

impact on Bach is clearly stated in Bach's Suite for Violin and Harpsichord in A major (BWV

1025), which features a harpsichord part that, according to Cramer, is “an almost literal

transcription of Weiss’s original solo lute work. The violin part consists of newly composed

3 Aryeh Oron, “Silvius Leopold Weiss (Composer),” accessed December 18, 2017, http://www.bach-ca
ntatas.com/ Lib/Weiss-Silvius-Leopold.htm.
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material that is inextricably linked to the harpsichord part, to the extent that the violin part would

be incomprehensible if separated from the harpsichord.”4 Bach was clearly open to the process of

transcribing music, as he himself transcribed some of his own compositions for different sets of

instruments and reused them several times throughout his life.

Another clear example can be found in Suite for Lute in E major, BWV 1006a. One of

Bach's most famous lute works, it was originally conceived as a suite for solo violin and

published as his third Partita for Unaccompanied Violin BWV 1006. According to Frank

Koonce, the “Violin Partita III, BWV 1006, also in E Major, served as Bach's model for the

present work (Suite BWV 1006a, for the lute).”5 Furthermore, this same composition was used

by Bach in orchestral settings. Koonce adds: “Additionally, Bach used the Prelude [from the

BWV 1006 Suite] as an orchestral Sinfonia in Cantata, BWV 29 (‘Wir Danken Dir'), and as an

introduction to the second part of Cantata, BWV 120a ('Herr Gott, Beherrsher Aller Dinge').”6

Once more, Bach makes it clear that he embraces the notion of adapting and transcribing his own

music.

Musical transcriptions serve many didactic and musical purposes, perhaps the greatest of

which is the ability to allow the listener to enjoy music to which they otherwise would not have

access. During the nineteenth century in Europe, a typical source of entertainment was to attend

an opera or a symphony. However, not every member of society had the financial ability to do so,

and in those situations a transcription of a given piece for piano could represent access to this

music. Many people had a piano or keyboard at home, which they could then use to enjoy those

6 Ibid.

5 Frank Koonce, The Solo Lute Works of Johann Sebastian Bach (San Diego, CA: Kjos Music Company,
1989), ix.

4 Christopher Charles Cramer, “A Transcription and Performance Edition of Silvius Leopold Weiss’
Suonata in A major, S-C 47 (Dresden 22) for guitar” (DMA Document, University of Wisconsin-Madison, 2006),
18.
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symphonies or operas through a transcription made for their instrument. This allowed the

audience members to relive the experience by playing an arrangement of these otherwise

massive productions in their own home. Hence, the art of transcribing music serves a purpose

much greater than to simply provide a given piece of music with a different sound, it provides

the purpose of enabling a piece of music to be heard through a different instrument in a different

set of circumstances.

Johann Sebastian Bach, one of history’s most important composers, created a number of

masterpieces during the Baroque period. The fact that the guitar does not have a direct link with

his music places guitarists at a disadvantage; however, there is a solution for this seemingly

unfortunate position. The challenge and excitement of creating new transcriptions has not only

confirmed the creative qualities and abilities of the instrument and its musicians, but has also

served as proof of the grandeur of Bach's music itself. Describing arrangements of Bach’s

Goldberg Variations, Anastasia Tsioulcas stated: “At their best, such arrangements and revisions

showcase the endless possibilities that Bach's genius presents—and also expand the repertoire

for certain instruments (which is not a minor issue for instruments such as the harp or the

saxophone).”7 While our growing repertoire in the classical guitar world is perhaps a fraction

larger than a few other instruments, the addition of a massive piece like the Overture in the

French Style (BWV 831) by one of history's most formidable composers is an extremely

complicated but wonderful challenge to undertake.

7 Anastasia Tsiolucas, “The 'Goldbergs,' Remixed,” accessed December 18, 2017, https://www.npr.org/secti
ons/deceptivecadence/2012/03/23/148455319/the-goldbergs-remixed.
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Statement of Primary Thesis

This research demonstrates that the Ouvertüre nach Französischer Art (BWV 831) by

Johann Sebastian Bach can be arranged for and played on the classical guitar while respecting

the musical ideas, intricacy, and complexity of the original composition.

Review of the Scholarly Literature

Though there is significant literature on Bach's Overture in the French Style (BWV 831),

there is no scholarly literature on guitar transcriptions of this piece. Therefore, it is reasonable to

infer this might be the first time a transcription of the entire work has been attempted, which

speaks both to the challenge and opportunity this document represents. Even though there is no

literature about this specific process as it relates to Bach’s BWV 831, there are many sources that

discuss other aspects of transcription. Useful sources include—but are not limited

to—transcriptions of original works by Bach for modern instruments (i.e. guitar, marimba, etc.),

books and dissertations on performance practice, lecture-recital documents, and critical editions

of the Overture in the French Style (BWV 831). In this section, the most important sources that

had an impact on this document will be reviewed.

The C minor manuscript (copied by Anna Magdalena Bach) was used to emphasize

differences between the original C minor version and its later B minor edition, in an effort to

shed light on Bach's own arranging preferences and choices.8

Two critical editions were used for the purposes of this research. The first, Johann

Sebastian Bach: French Ouvertüre BWV 831/831a (Wiener Urtext Edition) by Michael

Behringer and Ulrich Leisinger, features an extensive introduction to the piece. The context of

8 The manuscript is in Germany, at the Staatsbibliothek zu Berlin [D-B Mus. ms. Bach P 226, Faszikel 9].
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the work is explained in detail, as well as some of the major differences between the C minor and

B minor versions of the same work. Along with this introduction, a small chapter on

interpretation and keyboard fingerings is found, which is helpful when trying to understand the

original work. This urtext edition includes quotes from Carl Philip Emmanuel Bach, as well as a

historical background for the composition of the work and a revised version of the score from the

manuscript.

The second critical edition used was J. S. Bach Klavierwerke XIII: Italianisches Konzert

un Partita H Moll, by Egon Petri. This critical edition features the entire Clavier-Übung II as

published in 1735, with the Italian Concerto in F major and the French Overture in B minor.

This allows the reader to contrast the two compositions, which serves to illustrate Bach’s style in

each specific work. Also, this critical edition is accompanied by a short but incisive introduction,

which discusses stylistic aspects of the piece, the composer, and the instrument for which it was

written: the harpsichord. This particular source was extremely helpful in the process of acquiring

an overall sense of the general aesthetic of the work, and provided the grounds for a very detailed

approach to the analysis of this composition.

Several books and documents on transcriptions of Bach were used to provide support for

musical decisions made within the transcription process. One of the most important texts was

Frank Koonce's The Solo Lute Works of Johann Sebastian Bach, where the author provides

several examples of the process he went through while transcribing the solo lute works for the

modern guitar. This book is quite valuable for performing Bach’s music, since it not only

provides detailed editions and revised scores, but the manuscripts as well. This book also

includes an extensive list of sources and historical context for each piece addressed.
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Another transcription source used was Renato Serrano's “Guidelines for Transcribing

Baroque Lute Music for the Modern Guitar, Using Sylvius Leopold Weiss's Sonata 36 (from the

Dresden Manuscript) as a Model,” since it provides examples of the transcription process as it

pertains to early early music on the modern guitar. While Serrano’s transcription is from the lute

to the guitar, and is vastly different stylistically, it is still significant for this research, since it

addresses the challenges of arranging music for our instrument. Also, Serrano's document alludes

to one of Bach's arrangements of another composer’s music, Sylvius Leopold Weiss, which was

of use in the preparation of this document.

Darren Bruce Bastian's “Bach Transcription for Marimba: Creating an Authentic

Performance Edition of Johann Sebastian Bach's Sonata No. 1 for Violin Solo, BWV 1001, and

Sonata No. 2: Grave, BWV 1003, Using Guitar and Lute Transcriptions as Models” was also a

source relevant to this study. Much like Serrano's text, this study analyzes several of the main

difficulties in transcribing Bach's music to a modern instrument. Studying the ways in which

Bastian deals with those difficulties is very helpful, since he used lute and guitar transcriptions as

his reference point to “invert” the process and transcribe two violin pieces for the marimba.

The Lecture Recital document “J. S. Bach: The Overture in B Minor, BWV 831: A

Discussion of Its Origin and Style: Performance Practice Issues and Their Application to the

Modern Piano'' by Iwona Kaminska was extremely helpful and relevant for this study. Kaminska

describes in strenuous detail the many different historical, performance-oriented and cultural

aspects of the Overture in the French Style (BWV 831), as well as provides numerous musical

references to possible works of music and musicians that influenced Bach prior to or during the

composition of this piece. Kaminska's document not only enhanced the accuracy of this study but

also of the overall transcription process and performance of this wonderful work.
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In regards to performance practice, one of the most important sources was undoubtedly

Peter Croton's book Performing Baroque Music on the Classical Guitar: A Practical Handbook

based on Historical Resources, in which the many different aspects of performing Baroque

music on modern instruments are explained, debated, and critiqued. This book will provide an

insight of performance that will also affect the musical decisions made while creating the

transcription of this piece, which will ultimately affect the overall interpretation of the piece and

its delivery.
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CHAPTER 2: PREMISE

Context and Background

The process of making a transcription of this nature is highly complex. The first step is to

become as familiar with the original work as possible. This includes (but is not limited to):

reasons for the composition, location, dates, historical context, nature of the instrument for which

it was composed, and Bach's relationship to the instrument. For example, Bach specifically wrote

this piece for the clavicembalo, or the harpsichord, which is unlike the organ, the piano, or the

clavichord. The harpsichord is an instrument with strings that are plucked with wedge-shaped

quills, while the clavichord has tangents that hit the string to produce the sound, much like the

pianoforte. One could say that the harpsichord more easily relates to plucked string instruments

because it virtually is one, while the piano and clavichord can instead be linked to the percussion

family. The sound of a plucked string is one that guitarists can imitate with ease since our entire

tone production technique lies within that realm.

As mentioned above, the Overture in the French Style (BWV 831) was specifically

written for a harpsichord with two manuals, and included frequent dynamic indications of either

p (piano) or f (forte). While the harpsichord lacks the ability to control volume in the way that

the pianoforte does, the addition of a second manual (another keyboard, another set of strings)

can present the performer with more dynamic and textural possibilities than a harpsichord with

only one manual. John Walter Hill provides a detailed description of this unique instrument:

The typical French harpsichord of the early seventeenth century was, by contrast to the
single-keyboard Italian models, a two-manual instrument about eight feet in length with
two sets of strings at written pitch (8-foot) and one sounding an octave higher (4-foot).
Normally, each of the keys of the lower manual pushed up two vertical jacks fitted with
quills that could pluck a 4-foot string or an 8-foot string or both, depending on how the
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jack slides were pulled. The upper manual played the second set of 8-foot strings, but this
manual could be coupled to the lower keyboard by a set of coupler dogs—small posts on
the far ends of the keys that push up the corresponding ends of the upper keys.
Consequently, a French harpsichord could produce three different sonorities and could
combine or rapidly juxtapose any two of them.9

The ability to change the amount of sound and texture while playing is natural to a

guitarist, as the classical guitar relies heavily on texture, color, and dynamic changes for its

expressive and musical purposes. The idea that these musical nuances could be further explored

on the classical guitar creates an inviting environment for adapting compositions originally for

instruments like the harpsichord with two manuals.

Bach was no stranger to musical arrangements and transcriptions; in fact, there is ample

evidence that suggests—or perhaps even confirms—Bach's ability and propensity to perform

musical transcriptions, and it is difficult to come up with an argument as to why one should not

subject his music to this process. If the composer himself felt strongly against either arrangement

or transcription then it would seem unnatural to embark on a journey that led in that direction, as

naturally any result from such a journey would bring within itself a certain inconsistency, one

that perhaps overshadowed the artistry of the work. However, considering that Bach wrote for

virtually every instrument with which he had contact, one can strongly speculate that if the

classical guitar had existed during Bach’s lifetime, there would be a rich repertoire of his works

to play today. Therefore the logical extension of both Bach's music and the expansion of the

classical guitar repertoire is to create new transcriptions of Bach for the instrument.

Since Bach made transcriptions of his own compositions, one can study those and use the

general procedures employed by the composer to create new adaptations. In other words, Bach’s

own music contains hints as to how he would have plausibly approached the creation of

9 John Walter Hill, Baroque Music: Music in Western Europe, 1580-1750 (New York: W.W. Norton &
Company), 128-9.
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transcriptions of his works. The third Partita for Unaccompanied Violin (BWV 1006) provides a

perfect example of the type of modifications that Bach often employed:

Musical Example 1. Opening of Partita for Unaccompanied Violin (BWV 1006), Prelude (I)

Compare this excerpt with the beginning of his Suite No. 4 for Lute (BWV 1006a).

Musical Example 2. Opening bars of Suite No. 4 for Lute (BWV 1006a), Prelude (I)

Initially there are two major changes: the addition of a bass line and the transposition

down an octave for the lute version. While some scholars may argue there is no point in

transcribing a piece of music if something fundamentally essential to the music (such as the

register or the key) is altered in the process, it is clear that Bach did not mind the change. An

examination of the opening Sinfonia of his Cantata “Wir Danken Dir” (BWV 29), reveals not

only that Bach reorchestrated his original piece, but he did so in a different key. Cantata BWV 29

is in D major, while the suite for lute and violin BWV 1006(a) were both in E major.

The same D major key is used in his Cantata BWV 120a (“Herr Gott, Beherrsher aller

Dinge''), although in this case the movement appears in the middle of the cantata, and not at the
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beginning as in the previous versions. Besides the potentially striking difference in key, another

notable difference is that Bach orchestrates the piece for a cantata ensemble, featuring trumpet,

oboe, timpani, strings, organ, voice, and basso continuo, as seen in Musical Example 3.

Musical Example 3. Cantata Herr Gott, Beherrsher aller Dinge (BWV 120a)

Furthermore, Bach changed the key of the Overture in the French Style (BWV 831)

before he published the final edition. The composer apparently conceived the Overture in the

French Style originally in C minor; scholars have found an earlier version of this work prior to its

appearance in Clavier-Übung II. To provide some context to the work, consider this quote by

John Walter Hill as he discusses this set of compositions:

Although Bach's musical style represents an intensification of traditional features
rather than the introduction of entirely new ones, he participated in a distinctly new
trend in his publication of four volumes of Clavier-Übung (“Keyboard Practice”)
aimed at the commercial market of musical amateurs. Volume I (1726-31) of this set
consists of six suites of dances in a pre-Couperin French style fortified with the
contrapuntal interest typical of all of Bach's works. Volume II (1735) consists of two
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solo keyboard works that imitate orchestral music—a French Ouvertüre with suite of
dances and an Italian-style concerto. Volume III (1739) contains a fugue, nine
chorale settings for the Sunday service, twelve for the catechism service, and four
instructive duets, most of them playable on either the harpsichord or organ. Volume
IV consists of an “aria” (actually a Sarabande, probably not by Bach) with thirty
variations (the “Goldberg Variations”)—all of them conforming to the harmonic and
phrase outline of the aria—in a large-scale symmetrical design based on groups of
three variations, each group ending with a canon... or at the end a “quodlibet”
playfully constructed out of folksong fragments.10

In his preface to the Wiener Urtext Edition, Ulrich Leisinger (2000) states that

“Clavier-Übung II published in all likelihood during the Easter fair of 1735 contained a 'French

Overture' and an 'Italian Concerto' thus representing the two leading foreign music styles that

finally led to the formation of a German style as mixed or composite style.”11 However, scholars

have found a version of the ‘French Overture’ that precedes its appearance in Clavier-Übung II

in 1735. Leisinger states in his preface:

The complicated source situation for the 'Italian Concerto' is beyond the scope of the
present edition. There is, however, clearly an early version of the Ouvertüre BWV
831a in the key of C minor instead of B minor. It is significant that a copy in Anna
Magdalena Bach's hand with revisions by her husband was prepared for a noble
amateur, a member of the Thuringian family von Boineburg. When Bach decided to
incorporate the Ouvertüre into Clavier-Übung II he transposed the work to B minor.12

Comparing the earlier edition of the work to its final version in Clavier-Übung II

demonstrates more objectively Bach’s flexibility and creativity; he was as brilliant at problem

solving as he was at creating music. Changing the key of the composition from C minor to B

minor presented challenges, one of which is mentioned by Leisinger in the same preface.

“In the C minor version Bach had used the note G several times to achieve highly
effective cadences. Bach could not expect that every keyboard instrument had a key

12 Ibid., VI.

11 Michael Behringer, Ulrich Leisinger, eds., French Ouvertüre BWV 831/831a (Vienna, Germany: Wiener
Urtext Edition, Musikverlag Ges. M. B. H. & Co., K. G.) V.

10 John Walter Hill, Baroque Music: Music in Western Europe, 1580-1750 (New York: W.W. Norton &
Company), 486.
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for F sharp required when transposing the music literally. It was therefore necessary
to rewrite all pertinent passages in a higher register. Bach was no longer able to use
octave jumps in the bass on these notes (see for example Ouvertüre, bar [77]), but
came up with almost equivalent solutions at least for final cadences (see Ouvertüre,
bar 162).”13

Leisinger is referring here to the low G and F# keys on the keyboard. Most keyboards of

the time reached down to G1 (roughly two and a half octaves below middle C), but did not

feature any keys—or notes—lower than that (no F# 1). Therefore, transposing the key down a

half step presented immediate problems for the composer, who had to rearrange several passages

in order to circumvent this technical limitation of the harpsichord.

Musical Example 4. C minor and B minor versions of m. 78 from Overture (I)

C minor version: B minor version:

As seen in the excerpts above, Bach solves the technical limitation of the harpsichord (no

F# 1) by transposing the low F# an octave higher, which is then in the same register as the

following sixteenth-note gesture. This leap upwards from a low G in the C minor edition could

have seemed essential to somebody regarding the music as an unchangeable concept, but clearly

it was not for Bach who settled for the alternative found in the later version.

One can speculate why Bach decided to transpose his original composition (which is in

every aspect as magnificent and artistic as its later version) to a different key. One plausible

13 Ibid., includes correction within quote from m. 73 to m. 77.
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reason that stands out almost immediately when studying the entirety of Clavier-Übung II is the

intervallic relationship of a tritone (an augmented fourth) between the French Overture—at that

point in B minor—and the Italian Concerto, in F major. The tritone is not only one of the most (if

not the most) dissonant intervals in tonal music, but it also represents the largest distance

possible between two notes. Leisinger states that “there are no musical reasons for this

transposition, but rather symbolic ones. The main keys of the Overture and that of the 'Italian

Concerto' in F major are set apart by a tritone, thus forming the greatest contrast possible to

make evident the polarity of the two national styles.”14 Leisinger firmly believes this is the

reason Bach transposed the original work, since he does not consider the C minor version to be

of a lower standard. He states that “The version in C minor is by no means a defective

preliminary version, ennobled by the print. Rather both versions share the same rank in almost

every respect.”15 The author then goes on to explain how in some cases the C minor version

might be preferable, especially when regarding the technical difficulty of both versions. This

argument would be in accordance with his reasoning as to why Bach’s decision to transpose the

work is nothing but symbolic.

However, other research has reached different conclusions. In an essay prepared for

Masaaki Susuki’s recording of the piece, Yo Tomita asserts:

Bach's partitas were modelled on Kuhnau’s Neue Clavier-Übung; from this work Bach
took the general title and the name “Partita” (or Partie). Without this historical tie, it is
difficult to explain why Bach decided to publish this sort of entertainment music at this
particular point in time. Kuhnau, in fact, published two sets of Clavier-Übungen, in 1689
and 1692 respectively, each containing seven partitas. They were some of the best-known
keyboard works at the time in Germany. Bach's partitas can, therefore, be seen as his
homage to his predecessor, not by nostalgic means but by new compositional challenge.

15 Ibid.

14 Michael Behringer, Ulrich Leisinger, eds., French Ouvertüre BWV 831/831a (Vienna, Germany: Wiener
Urtext Edition, Musikverlag Ges. M. B. H. & Co., K. G.), V.
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This is evident in the stylistic contents of Bach’s sets as if his intention was to update
Kuhnau’s original contributions. The break with Kuhnau is also apparent in the shape of
the collection. Bach wrote only six partitas, and not seven. (In fact, we learn from a
newspaper advertisement on 1 May 1730 that Bach hesitated about writing a seventh.)
The key scheme of the collection is different; Bach took the idea and developed it from
his predecessor. Kuhnau’s scheme was a simple one, based on ascending scale: the first
set explores major keys only (C, D, E, F, G, A, B-flat), while the second uses minor keys
only (c, d, e, f, g, a, b). Bach's key-scheme (B-flat, c, a, D, G, e) starts from the point
where Kuhnau left off, and mixes major and minor modes quite randomly. Here, yet
again, Bach goes one step further than Kuhnau: Bach’s scheme is, in fact, a sophisticated
sequence based on gradually expanding upward and downward intervals viz. 2nd up, 3rd
down, 4th up, 5th down, 6th up; which, effectively, forms a hybrid, two-dimensional (or
crescendo) shape.16

Tomita proposes a configuration of the six partitas by Bach (BWV 825-830) in which the

tonality of each partita is decided by a mere intervallic pattern. If one assumes an opening partita

in the key of Bb, then follows a sequence of tonalities being chosen by consequence of moving

up a second, down a third, up a fourth, down a fifth, up a sixth, and also that Bach intended for

the first piece of Clavier-Übung II to be the seventh missing partita from the previous collection,

one could say that the key of F was the logical conclusion of the process. Nevertheless, Bach

could have written the Italian Concerto (BWV 971) in the key of F#, therefore creating a tritone

contrast with an already written version of the Overture in the French Style in C minor (BWV

831a). The composer would have then had no need to transpose and therefore transcribe his

largest work for keyboard.

Harpsichordist Lucy Carolan provides another perspective that would seem to

complement that of Tomita.

To find the hidden link between Clavierübung I and II, we must go back to the late
1720s, when Bach was issuing the partitas singly: at this stage, he announced plans for a
set of seven suites, not six. Because of the overall key scheme of Clavierübung I—which
radiates outwards from B flat, tracing the notes of an F major scale—a seventh partita
would have had F major as its tonality; and indeed vol. II opens in that key, albeit with a
concerto rather than a partita, providing vol. I’s incomplete scale with its tonic note. Why

16 Yo Tomita, “The Six Partitas,” Accessed July 15, 2021, http://www.music.qub.ac.uk/tomita/ essay/CU1-
e.html.
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Bach changed his original plans for vol. I is not known, but certainly a piece of some
description in F major is needed to finish the pattern of keys begun there. The French
Overture’s B minor stands diametrically opposite the concerto’s F major (a tritone away)
and therefore introduces a note foreign to the F major scale. However, since the German
language spells B flat as plain ‘B’ and B natural as ‘H’, the French Overture ensures that
the two volumes together constitute a survey of all eight German note-names.17

Carolan’s argument explains the reason Bach went through the trouble of rewriting his

Overture in the French Style. One can speculate that Bach chose to begin the first Clavier-Übung

with a Partita in Bb to include all German note names, and to eventually complete a set of works

that began and ended with the first and last letters of his name respectively; the newly transposed

Overture would eventually be the finale in the key of B minor, thus the collection of works from

Clavier-Übung I and II would begin with the German note name “B” and end with the German

note name “H.”

While these arguments could be deemed as speculation by one source or another, the

overall idea is that they all provide evidence of a much larger point: Bach embraced the concept

of arranging, adapting, and transcribing his own music. This project has been created with

Bach’s fondness for transcription in mind. While paying homage and respect to the original

composition, there has been a constant effort to make it as suitable for guitar as possible.

Additionally, there has been an attempt to bring out features of the composition that complement

the classical guitar, or that become further enhanced by this new approach to the piece from a

new and different perspective. Bach’s high level of pragmatism, efficacy, and realism shown in

the transcriptions of his own music for different instruments serves as a model for would-be

transcribers, and this research strives to emulate the process that Bach might have used when

creating his own transcriptions.

17 Lucy Carolan, “The Italian Concerto & The French Overture,” WayBackMachine, accessed July 15,
2021, https://web.archive.org/web/20061105120524/http://www.signumclassics.com/catalogue/sigcd030/index.html.
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What follows is a close look at some of the processes involved in the making of the guitar

transcription for this work, virtually resulting in a dialogue between interacting with the original

score and applying that knowledge to the new instrument. This document serves as a guide to

that process of transcription, by incorporating many examples of problems faced while

transcribing, as well as their suggested solutions and the overall reasoning behind them. This

research presents a case for the adaptation of this monumental composition to the classical guitar,

and the corresponding transcription and critical edition will prove to be an important addition to

the repertoire.
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Scordatura

According to Grove Music Online, scordatura is defined as:

A term applied largely to lutes, guitars, viols and the violin family to designate a tuning
other than the normal, established one. Scordatura was first introduced early in the 16th
century and enjoyed a particular vogue between 1600 and 1750. It offered novel colours,
timbres and sonorities, alternative harmonic possibilities and, in some cases, extension of
an instrument's range. It could also assist in imitating other instruments, and facilitate the
execution of whole compositions or make possible various passages involving wide
intervals, intricate string crossing or unconventional double stopping.18

What is now referred to as the “standard tuning” of the modern classical guitar has been

in use since the mid-eighteenth century. Leading composers of the early nineteenth century,

including Mauro Giuliani (Italy), Fernando Sor (Spain), and Dionisio Aguado (Spain), used this

tuning extensively.19 This modern tuning is constructed by the following intervals beginning on a

low E (E2):

Musical Example 5. Standard classical guitar tuning

4th 4th 4th 3rd 4th
E2 A2 D3 G3 B3 E4

19 One of the earliest mentions of this tuning (although partial, only the top five courses) dates back to the
late sixteenth century, where the five courses were designated to be A, D, G, B, and E (from bass to treble strings).
This tuning is mentioned by Juan Carlos Amat in his work Guitarra Española y Vandola (Barcelona, 1596).
Following this mention, similar works in France and Italy by authors such as Montesardo, Sanseverino, Briçeño,
Mersenne, Velasco, and Trichet make allusion to this tuning configuration which is almost identical to that of the
modern guitar. Sylvia Murphy, “The Tuning of the Five-Course Guitar,” The Galpin Society Journal, no. 23 (August
1970): 49-63.

18 David D. Boyden, Mark Chambers, Richard Partridge, Robin Stowell, and James Tyler, “Scordatura,”
Grove Music Online, accessed July 19, 2021, https://doi.org/10.1093/gmo/9781561592630.article.41698.
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While some of these composers made use of added lower courses on their instruments,20

the top six courses most often remained precisely the same. This practice of added lower courses

dates back to early sixteenth century lutenists, as Peter Croton describes:

The 6-course lute remained the standard for much of the 16th century, although
experiments with additional bass courses began in the 1530s. Its entire repertoire is easily
adaptable to the 6-string classical guitar. If the 3rd string is tuned down a half step, the
music can be played directly from tablature with no alteration. By the late 16th century,
7- and 8- course instruments became quite typical, and the early 17th century saw
instruments with up to 10 courses. The tuning of courses 1 to 6 remained the same, the
additional strings being diatonically-tuned basses expanding the range downwards.21

Croton makes an important point in his remarks, which is that much of the Renaissance

lute's repertoire can be performed on the modern guitar directly from its original notated source

with only a slight adjustment to the tuning of the guitar. This fact brings to light the close

relationship between the two instruments, and the propensity of the modern guitar to perform

early music in its original scordatura. The tuning of the Renaissance lute is as follows:

Musical Example 6. Renaissance lute tuning

4th 4th 3rd 4th 4th
G2 C3 F3 A3 D4 G4

21 Peter Croton, Performing Baroque Music on the Classical Guitar: A Practical Handbook based on
Historical Resources (Lexington, KY: CreateSpace, 2017), 11.

20 “The term by which ranks of strings on plucked instruments were known from the 16th century to the
18th. Thus one would speak of a ‘ten-course’ lute, meaning one with ten sets of strings. A course may consist of
one, two or even three strings; the lute usually has the first course (and, from about 1650 onwards, the second
course) single and the rest double, and citterns often have triple third and fourth courses… Generally speaking,
paired or tripled courses were used on instruments with relatively low-tension strings. The thicker strings usual from
the 19th century onwards were employed singly, though the modern mandolin still has four double courses.” Ian
Harwood, “Courses,” Grove Music Online, accessed July 19, 2021, https://doi.org/10.1093/gmo/9781561592630.
article.06714.
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Two things should be noted when comparing both tuning configurations. The first is that

the interval content remains virtually the same; it is simply the placement of one of these

intervals that differs. The only difference in the intervallic pattern from the lowest to the highest

pitch is that the major third occurs earlier in the lute version. Instead of finding the intervallic

sequence fourth, fourth, fourth, third, fourth that is typically found on the classical guitar, one

finds the third interval to be that of a third followed by a fourth, hence creating the Renaissance

lute tuning. As Croton states, this change can be easily achieved on the guitar by lowering the

third string a half step, therefore creating the following configuration:

Musical Example 7. Classical guitar tuning with the third string lowered a half step

4th 4th 3rd 4th 4th
E2 A2 D3 F#3 B3 E4

The overall configuration and intervallic structure remains largely unchanged, even with

this adjustment that now matches the interval sequence of the Renaissance lute tuning.

The second notable difference is that Renaissance lute tuning (while virtually the same

intervallically) happens a minor third higher than that of the classical guitar. While the guitar

finds its lower pitch at E2, the lute’s range begins at G2. This minimal but important difference

can be addressed by the usage of a capo22 on the guitar, which not only solves the issue of pitch,

but also reduces the overall resonance of the modern guitar (which will be much greater in

22 “A movable bar attached to the fingerboard of a fretted instrument to uniformly raise the pitch of all the
strings.” “Capo,” Merriam-Webster, accessed July 19, 2021, https://www.merriam-webster.com/dictionary/capo.
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comparison to any type of lute).23 This subtle adaptation can provide many benefits: a more

historically accurate performance by evoking the sound of the lute; an easier technical approach

by moving to a higher position where there is less physical distance between notes and

less-severe stretches. An additional benefit is an increase in clarity of counterpoint due to the

higher pitch. Ultimately these decisions are up to the performers based on their musical and

artistic intentions.

In the case of the Overture in the French Style (BWV 831) transcribed for guitar, the use

of scordatura is practically unavoidable. In addition to the invocation of early music sonorities,

which subtly connect the guitar to its predecessors, scordatura provides an increased sonority

(due to the abundance of notes found on open strings) that also facilitates the performance of this

piece in its original key of B minor. If one takes the Renaissance lute tuning interval

configuration and applies it to the classical guitar, the following open notes are derived in

ascending order: E, A, D, F#, B, E. This differs from the standard tuning in that there is an F#

where one normally would find a G on the open third string. This seemingly minor difference in

pitch content makes a colossal difference in physical and technical possibilities throughout the

piece. By considering the theoretical aspects of the key of B minor, one can reach a few

important conclusions. For example, the two most important sonorities (functionally speaking)

would be the tonic and dominant, in this case the B minor and F# major triads (B - D - F# and F#

-A# -C#). With the traditional guitar tuning, one would find two of the notes required to form a

tonic triad (B and D) and none of the ones needed for the dominant triad on open strings. With

the Renaissance lute scordatura, however, one would find one of the notes needed for the

23 One of the common preoccupations of guitar makers is the constant demand for an increase in instrument
volume from guitarists. Following this general insistence from the players, guitars have gotten increasingly louder
throughout the decades. Therefore when comparing a modern guitar to a Renaissance or Baroque lute, the projection
capabilities of these instruments are vastly different.
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dominant triad (the most important one: the root of the chord) and all three of the notes needed

for the tonic triad on open strings. This may seem like a miniscule difference, but it represents an

enormous difference to the performer.

One of the major aspects in which the guitar differs from keyboard instruments is the

guitar usually requires both hands for the production of any note (there are some exceptions such

as open strings, and slurs). On the keyboard, one would only need one hand to produce all twelve

notes of the chromatic scale, and it would even be possible to create chords without using a

second hand. On the guitar, however, using one hand (the one plucking the strings) would only

allow the production of the open strings of the guitar and a few harmonics. Every other note

aside from those would require the use of the other hand, by fretting the strings at the necessary

location. This of course creates immediate physical problems; for example, when having to play

a very high pitch and a low one at the same time. This would be possible if the high pitch was

fretted and the low pitch happened to coincide with one of the open strings of the guitar—but

only then—since the fretting hand could address the fretted note and the plucking hand therefore

would activate both strings needed. Otherwise one would be forced to compromise: take a note

out, change the register of one of the notes, or some other more unusual solutions (harmonic,

extended techniques, etc.). Here are two examples to illustrate this point:

Musical Example 8. Example 1, chord with open strings
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For this first example, a guitarist could easily find the highest pitch on the twelfth fret of

the first string, while activating the other two notes as an open third string (G) and an open sixth

string (E). This chord would pose no difficulty for any guitarist of any level.

Musical Example 9. Example 2, chord with no open strings

This next instance, however, is very different. By transposing the previous example a half

step up it has become impossible for any guitarist to play that passage, since the lowest and

highest notes both have to be fretted. The only place to acquire a low F is the first fret of the

sixth string, and the only place to attain that high F is the thirteenth fret of the first string. This

would place the notes the distance of the entire neck of the guitar, thus making it physically

impossible to fret both notes at the same time. However, a different set of circumstances would

arise if one were using a scordatura to raise the sixth string of the guitar by a half step, turning it

into an F instead of an E when open. Then, hypothetically, one could play those two notes at the

same time, although there is still a middle note that needs to be fretted. In this specific case, the

change from a low E to a low F in scordatura would allow that chord to be played, since one

could find the middle A of the chord on the twelfth fret of the fifth string.

This example may seem convoluted, but consider this: would a keyboard player of any

level have any issues playing either of those two chords? The obvious answer is no. While there
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is a solution through the use of scordatura for the guitar, one must keep in mind that this would

only work if these chords were mutually exclusive. In other words, a guitarist could never play

both of those in the same piece: either the first chord is played and the second one is impossible

due to physical limitations, or the second one is played and the first one is again impossible

because the low E is no longer within the range. A keyboard player would have no problem

alternating between those two chords. These instances are some of the first one has to address

when making a transcription, which is why the addition of open notes through the use of

scordatura can be a revolutionary tool in this process.

Furthermore, it is not an overstatement to say that it is difficult to find pieces for classical

guitar in keys such as Eb, F#, F, Db, Bb, etc., while the number of pieces in keys such as E, A, D,

G, C, and so forth are almost innumerable. This reflects the nature of our instrument, which is

much more conducive to certain tonalities than others. This phenomenon is largely related to the

one illustrated in the example above, where some combinations of pitches are physically

impossible to attain on the instrument. Thus, a piece in the key of A minor will benefit greatly

from the open strings of the guitar (the tonic, subdominant, and dominant triads can all find their

root notes in open strings), while a piece in the key of Eb will pose technical, therefore

compositional, challenges from the start (only the third of the tonic and dominant triads can be

found on the open strings). From a compositional perspective, why write a guitar piece in the

physically challenging key of Bb minor, when a half step lower yields the most technically

pragmatic keys in which to write?

In his DMA Document, Steven Lerman argues that “one of the most important

considerations when making guitar transcriptions is trying to find a key that takes advantage of

the open bass strings E, A, and D. Of course this is very limiting, but oftentimes the alternatives
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would make some transcriptions for solo guitar prohibitive.”24 He continues by stating that “the

common feature of each of these optimal keys [A major, A minor, E major, E minor, D major, D

minor]... is that at least two of the three bass strings contain the root of either the I, IV, or V

chords – an incredibly useful feature in tonal music transcriptions.”25

By extrapolating these observations by Lerman, one could argue that scordatura can be

used as a tool to expand the number of keys in which one can efficiently perform on the guitar.

Such is the case of the transcription for guitar of the Overture in the French Style (BWV 831) by

J.S. Bach, which is enhanced by the use of the Renaissance lute tuning. While B minor would

not be technically impossible to play on the guitar (no key would be impossible at least

hypothetically), it does benefit greatly from the addition of an F# as one of the open strings of the

guitar. To see this one not need look any further than the first chord of the piece:

Musical Example 10. Original and transcribed opening chord of the Overture (I)

If the first chord was addressed through the standard tuning of the guitar, one would be

forced to fret two or three out of the four notes in the chord. Given that the F# in the alto voice

can only be found as a closed note (fretted note, as opposed to an open string) one would have to

begin problem solving right from the start. There are two plausible solutions in this case:

25 Ibid.

24 Steven Lerman, “Six Keyboard Sonatas of Manuel Blasco de Nebra: Transcriptions for Guitar and
Analysis of Spanish Folk Music Influences, and Use of Keyboard Techniques that Imitate the Guitar, as Inspired by
Domenico Scarlatti” (DMA diss., University of Arizona, 2019), 63.
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Musical Example 11. Solution 1: Fret the bottom three notes on the sixth, fifth, and fourth strings
(seventh, fifth, and fourth frets respectively), leaving the top B as an open note on the second
string

Musical Example 12: Solution 2: Fret the bottom B on the sixth string (seventh fret) and the F#

on the fifth string (ninth fret), leaving an open D on the fourth string and an open B on the
second string

Both of these options present different advantages and disadvantages, but neither is as

convenient or pragmatic as the solution found with a Renaissance lute scordatura:

Musical Example 13. Solution 3: Fret the bottom B on either the fifth string (second fret) or sixth
string (seventh fret), while leaving all three of the remaining notes as open strings
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This last option is far more pragmatic and efficient than the first two, since only one

fretting finger is required to produce the entire chord. Furthermore, by including a majority of

open strings in the initial sonority, the beginning of the piece will gain presence and clarity,

avoiding a potentially obscure sound that would result from a majority of fretted notes.

Moreover, the fact that only one finger is required to produce the chord effectively frees up the

rest of the fingers to perform the subsequent counterpoint or any ornamentation the performer

should wish to add, confirming it as a superior approach to the opening chord of the piece.

Another great benefit from increased open sonorities is the ability to play chords in the

style brisé, an approach to chord arpeggiation dating back to the late sixteenth century. Croton

remarks about the aforementioned style:

Connected with arpeggiation… is an ornamental manner of breaking chords called style
brisé, a French term meaning ‘broken style’... As opposed to typical arpeggiation which
tends to go from the bass to the highest note and back again, style brisé includes
arpeggios in which the note order is irregular. It can be used to emphasize character, to be
lilting or strict, and—like all arpeggios—to enable subtlety in the shaping and agogic
accentuation of phrases.26

This style of playing was particularly prominent in France, where lutenist Denis Gaultier

(1597-1672) was one of its major exponents.27 It is clear from historical evidence that this style

of playing was very popular among harpsichordists as well, as John Walter Hill states:

Surviving manuscripts and prints of French music for the harpsichord from the first half
of the seventeenth century are surprisingly rare, whereas they are relatively abundant for
the lute. It seems that the bulk of harpsichord music from this period in France consisted
of dances imitating the idiomatic lute texture that we call style brisé. In the early
eighteenth century François Couperin called it style luthé (“lute style”), still referring to
its origins a century after its transfer to the harpsichord.28

28 Ibid., 128.

27 John Walter Hill, Baroque Music: Music in Western Europe, 1580-1750 (New York: W.W. Norton &
Company), 126.

26 Peter Croton, Performing Baroque Music on the Classical Guitar: A Practical Handbook based on
Historical Resources (Lexington, KY: CreateSpace, 2017), 157.
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Given the ornamental nature of the typical French Overture, it is logical to use style brisé

in the guitar transcription of the Overture in the French Style (BWV 831). The combination on

guitar between open strings and fretted notes lends itself exceedingly well to the use of style

brisé, since one can maintain the same arpeggio pattern on the plucking hand while rearranging

the pitches on the fretboard. An example of this has already emerged in this chapter and can be

found in Solution 2 (p. 38) from the discussion of the opening chord.

Musical Example 14: Solution 2: Fret the bottom B on the sixth string (seventh fret) and the F#

on the fifth string (ninth fret), leaving an open D on the fourth string and an open B on the
second string

If one chooses this exact configuration for the fretboard, but instead applies the

Renaissance lute scordatura, the F# can be doubled on the fifth and third strings (since now there

is an F# available where normally there would be a G on the open third string). This would result

in not only an increased overall sonority and resonance of the instrument but more importantly

the effect of style brisé, achieved by simply arpeggiating downwards (from bass to treble

strings). By doing so, the listener will perceive the following notes (in this order): B, F#, D, F#, B.

This may lead the listener to think there was a complicated arpeggio developed by the performer

in an effort to ornament the chord; however, the technical reality is much more simple. By

making use of one of the idiosyncratic elements of the guitar—the fact that the same note can be

found in multiple strings and frets—coupled with the use of scordatura, guitarists can find
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inventive ways to ornament and enrich this music, while growing ever closer to the style in

which a harpsichordist would interpret it.

Finally, there is the issue of key and tonality. While it has been discussed in this

document that Bach wrote an earlier version of this piece in C minor, the only published edition

of the Overture in the French Style (BWV 831) was as a part of Clavier-Ubung II in 1735. There,

the piece appeared in the key of B minor, the reasons for which were also stipulated previously

in this document. Clearly Bach made a choice to set the final tonality of this piece as B minor,

since he could have left it as an Overture in C minor had the key not been of importance to him.

While there is strong evidence that suggests the final key for this work was arrived at by an

almost mathematical approach to musical structure, one cannot ignore the musical, artistic, and

rhetorical implications of this newly chosen key.

As early as 1690, Marc-Antoine Charpentier (1643-1704) discussed the specific emotions

each particular tonality might elicit within the listener, describing the key of B minor as

“solitaire et mélancolique” (lonely and melancholic).29 German composer Johann Mattheson

(1681-1764) described B minor as “bizarre, gloomy and melancholic” in 1713.30 Croton remarks:

The keys, too, had affective connotations in the baroque period, a carryover from earlier
connections between mode and character. The application of affect to keys may have been
somewhat due to unequal temperaments where, depending on the instrument, a given
interval actually does sound quite different depending on where it is played. Some
theorists continued to treat key as an affective tool even after equal temperament had
become common. [Johann Joachim] Quantz, for example, believes that key makes a
substantial difference in the affect, and suggests playing a piece in its original key, then
transposing it to another and judging if it makes a difference.31

31 Peter Croton, Performing Baroque Music on the Classical Guitar: A Practical Handbook based on
Historical Resources (Lexington, KY: CreateSpace, 2017), 49.

30 Johann Mattheson, Das Neu-Eröffnete Orchestre (Hamburg, 1713), 237-251.

29 Jon Kuyper, Marc-Antoine Charpentier's Règles de Composition: A Translation and Commentary. (IA:
University of Iowa Press, 1971), 54ff.
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With these notions in mind, it would seem imperative for a transcriber to make a

substantial effort to preserve the original key of the composition. Such is the case with the

Overture in the French Style (BWV 831), where the simple change from C minor to B minor

would have had musical implications on the new key (such as forced register changes as

discussed earlier in this document). These minute, but clear, alterations would inevitably have

different effects on the listener, as well as the performer. On the guitar, these differences would

be even more pronounced. Playing a piece in C minor and a piece in B minor will have vastly

different aural implications for the listener due to the different configurations of open and closed

strings. Croton states:

Because the classical guitar has fixed frets in equal temperament, a given interval is the
same in every key. In my experience, however, the relationship of open and fingered
strings, combined with the way an instrument resonates, does influence the various keys’
character. Trying a piece in different keys is certainly a worthwhile endeavor for the
guitarist, for the sound an atmosphere can change from key to key, an awareness of this
can help us with our interpretation.32

While there are multiple examples of transcriptions that effectively work better in a

different key than they do in the original one,33 this is not the case for the Overture in the French

Style (BWV 831) for guitar. The key of B minor evokes a specific sonority on guitar, which, in

combination with the Renaissance lute scordatura, is enhanced and conveyed with a much higher

degree of assertion and idiosyncrasy. Furthermore, preserving the key through the use of

scordatura allows for the preservation of the character of the original key by evoking an aural

experience of early music sonorities that alludes to the Renaissance and Baroque periods.

Finally, the use of scordatura promotes and actually enables the possibility of creating a

33 One can look at David Russell’s transcription for guitar of Handel’s Suite VII for harpsichord, originally
in G minor but much more fitting for guitar in D minor. Another famous example is Asturias by Albéniz, originally
in G minor but much more idiomatic and efficient in E minor. Finally Bach himself transcribed his Cello Suite No. 5,
originally in C minor, to the lute in G minor, where he clearly concluded it worked better.

32 Ibid., 51.
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transcription that is extremely close to the original work, by directly combating some of the

physical limitations of the new instrument.

Many key elements in the definition of scordatura that began this chapter have been

addressed. The definition includes “wide intervals” as one of the reasons to make use of alternate

tunings, which were alluded to earlier in this chapter (musical examples 8 and 9). The fact that

replicating the intervallic pattern of the Renaissance lute allows one to make an aural connection

to earlier instruments would be an example of “imitating other instruments.” The fact that one

can find the note F# on an open string provides relief in scenarios where incessant double stops

would otherwise take over, and in addition provides an expanded range of possibilities when

attempting to find fingerings for difficult or otherwise physically impossible passages. Changes

and adaptations must be made while transcribing, but given all the concepts, notions, and

advantages resulting from the application of the Renaissance lute scordatura to the transcription

of this work, one may conclude that the use of this alternate tuning is essential.

The following chapter will address specific situations encountered while making the

transcription for guitar, and will present and explain the proposed solutions. From this point

forward, and for purposes of visual clarity and accentuation within the musical examples,

challenges will be highlighted in red, while proposed solutions will be presented in blue.
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CHAPTER 3: CHALLENGES AND SOLUTIONS

Register Transfer and Octave Equivalence

As would be expected, many adaptations made from an original score involve changes in

register. The range of the harpsichord encompasses just over five octaves, while the guitar range

occupies just over four (around four and a half, typically). While the range is not hugely different

between the instruments, the idiosyncratic physical limitations of the guitar make it so a wide

pitch range can only be employed if open strings are used, particularly in the bass register (for

more information on this, see the section on Scordatura). However, if no open strings are

available, or if stepwise counterpoint needs to be executed while two or more voices are active,

the physical possibilities of the fretboard become much more limited. In these cases, the hand

addressing the fretboard is primarily confined to a local approach to fingering realization

(meaning the hand is most likely fixed in one place). This is especially true when a bar is needed

to play multiple notes or a chord, or when several fingers are fixed in position on multiple frets

(as opposed to free by plucking open notes on open strings). In these instances, it is often best to

change the register of one or more lines in order to remain consistent throughout a passage,

rather than to only transpose a few select notes an octave higher or lower within the same phrase.

Consider the opening measure of the Overture (I) as an example, which originally takes

place essentially over three octaves.
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Musical Example 15. Opening measures of Overture (I) from BWV 831 for keyboard

While this range presents no challenges for a harpsichord player, interpreting it as is

would be fairly troublesome for a guitarist. Holding the treble chords would imply a fixed

position of the fretting hand that would be quite high up on the fretboard, making it virtually

impossible to perform any counterpoint found in the lower voices. A much more plausible

solution would be to compress the register, by transferring the higher voice down an octave. The

solution for guitar would be as follows:

Musical Example 16. Opening measures of Overture (I) from BWV 831 for guitar34

This approach not only solves the physical impediment of octave separation, but allows

for a continuity of the bass line that would have otherwise been compromised in order to reach a

high position on the fretboard. The melisma found in the first measure of the treble staff is now

an octave lower, and derives from the same register as the first chord rather than appear on the

34 Note: the sounding pitch of the guitar is an octave lower than written.
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one above it. This solution preserves the necessary separation of voices to clearly portray each

line, yet provides a level of physical comfort for the performer that enhances the possibility of

realizing the score in a manner that is musically consistent with the way in which a

harpsichordist would perform (in terms of tempo and phrasing).

This example provides a good transition to another closely related concept, referred to in

this document as octave equivalence. As seen in an example earlier in this document, Bach was

forced to make changes to his original score in C minor so the piece would still fit in the

instrument’s range once transposed:

Musical Example 17. C minor and B minor versions of m. 78 from Overture (I)

C minor version: B minor version:

Bach transposed the opening bass note an octave higher, since the traditional harpsichord

at the time did not feature a low F#. The function of that first bass note is the same in both

excerpts, and one could even go so far as to argue that this change does not necessarily represent

a compromise between the two versions. Bach could have certainly chosen to arrive at that

higher octave in the key of C minor, with little to no alteration to the musical intent of the

passage (certainly no difference when considering the harmonic or contrapuntal function of that

first bass note). For the purposes of this transcription, this phenomenon is referred to as octave

equivalence, since the change in register does not affect the original function or overall musical
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intent (especially when coupled by a musical awareness and response on part of the performer,

more on that later). This concept of octave equivalence is used in this transcription for two main

reasons: physical limitations and musical continuity.

The example portrayed above illustrates a situation where it is physically necessary to

make an adjustment. Scenarios like these are encountered very often in this transcription,

deeming it critical to understand this process. Consider the beginning of the fugal section in the

Overture (I):

Musical Example 18. Beginning of B section of the Overture (I) from BWV 831 for keyboard

This passage spans over more than three octaves. This is problematic for the guitar,

especially in a section as contrapuntally active as the one above. The solution is to equate the

octave found in the last measure of the bass to the one found in the third measure of the

following excerpt.
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Musical Example 19. Beginning of B section of the Overture (I) from BWV 831 for guitar

Measure 29 features a change from the original score, in which the bass line remains in

the same octave as the phrase before (while in the original it drops an octave lower), making it

possible to continue the contrapuntal line while maintaining consistency throughout the passage.

Once again, moving the top voice up an octave would not be feasible, since it would render any

lower contrapuntal line (in this case found in the bass) virtually impossible to execute.

Musical Example 20. m.4 from Ouverture (I) from BWV 831 for keyboard
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This next excerpt demonstrates how octave equivalence can also enhance the musical

interpretation of a certain passage, either by providing a more accessible technical solution to an

otherwise extremely difficult section, or by allowing the performer to maintain contrapuntal

continuity and flow. Three voices are active in the passage shown in Musical Example 20. In the

lower voice, one can find an ornamental gesture in which Bach leaps up an octave to provide a

four-note flourish to an otherwise static line. Such a motion in the bass becomes problematic if

one considers the reduced range of the guitar in this specific passage, which as mentioned above

was compressed to allow for continuity of line and musical motion.

While it is possible to include this gesture in the guitar transcription, in this specific case

it is only possible to do so if the middle voice (found in the treble clef) is interrupted. This

middle line might seem unimportant at first glance, but it plays a key role in this passage: it

provides the all-important major third of the dominant chord (F# - A# - C#), then features the 4-3

motion of the cadential six-four chord, which ultimately resolves to the root of the tonic chord in

the next measure. With all of that in mind, a far better solution for this passage is to simply

“equate” the gestures of the bass line to the same octave, allowing the performer to maintain the

counterpoint while including this idiomatic gesture of this Overture (I).

Musical Example 21. M.4 from Overture (I) from BWV 831 for guitar
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These instances are found throughout the entirety of the work but become more apparent

as more elements and characteristics of the original are considered: harmonic function,

contrapuntal direction, voice-leading, etc. In these cases, the transcriptional solution was to

modify the register of one or more parts of the original; however, this option is not always

available. Other instances require a more challenging approach to transcribing in which some

notes from the original must be omitted to make a passage work.

In general, when making a transcription it is better to maintain the melodic aspects of a

work if a compromise in register or harmony needs to be made; this is due to the fact that the

melody is one of the most recognizable elements of a piece of music. While in Bach’s music

there is not always a top line that can be called a melody (sometimes the leading contrapuntal

line happens in the bass, or the inner voices), it is true that the ear often is drawn to the higher

pitched voice. However, take for example the melody of his chorale Sleepers, Wake! from his

Cantata Wachet auf, ruft uns die Stimme (BWV 140), the melody from his Tempo di Borea in the

first Partita for Unaccompanied Violin (BWV 1002), the melody from the Prelude in his Prelude,

Fugue, and Allegro (BWV 998) for the lute, or the melody of his famous Bourreé from the Lute

Suite No. 1 (BWV 996) in which the melody is found in a voice other than the soprano. One can

also consider other examples such as Prelude No. 1 by Heitor Villa-Lobos or Asturias by Isaac

Albéniz, both of which feature prominent melodies in the bass line. These are all examples of

melodies one could sing after hearing them in a concert, yet hardly anyone walks out of the hall

singing the remaining voices of any of those works. This phenomenon is due to the fact that the

melodic or thematic material is often the most memorable in a work, especially to the untrained

ear.
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This approach to melody preservation was taken while making this transcription of

Bach’s Overture in the French Style (BWV 831). For example, look at the Bourreés I and II from

this suite; both of these are written in a two-part texture, similar to the one found in Bach’s

inventions for keyboard. The melodies in both of these movements are remarkable, and often

remain with the listener after the first hearing. Therefore in most cases, it is far better to make

adaptations (and if necessary omissions) in the bass line than to alter the melody. In the case of

the Bourreé I, this is attained with ease by moving the bass line up an octave and the omission of

very few notes.

Musical Example 22. Beginning bars of Bourreé I (VI) from BWV 831 for keyboard

Musical Example 23. Beginning bars of Bourreé I (VI) from BWV 831 for guitar

The second Bourreé, however, poses a different challenge. The original melody is so low

that the inclusion of a bass line would be virtually impossible. It is necessary to transpose the top

line up one octave to allow for any accompanying lower contrapuntal line. Fortunately in this

case, the change in register enables the bottom voice to be realized to perfection with very little

adjustments. Consequently, the register for the Bourreé II in the transcription is the following:
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Musical Example 24. Beginning bars of Bourreé II (VI) from BWV 831 for keyboard

Musical Example 25. Beginning bars of Bourreé II (VI) from BWV 831 for guitar

These changes allow for an interpretation that closely resembles the original score. The

implications of a shift in register at the wrong place can be catastrophic to the transcription

process if not approached with care and consideration from the start, as they could potentially

present further challenges throughout the work. It is always important to try several options and

configurations in order to arrive at the best solution. However, more often than not, an

experienced transcriber might be able to tell whether a piece of music would be adaptable for

their instrument by simply looking at the score in depth, but in a work as complex and

multifaceted as this one, it is extremely important to subject this process of register selection to a

trial-and-error approach. Ultimately, each specific movement was addressed when attempting to

find its ideal register, always with consistency and continuity in mind. While some movements

may appear in a higher or lower register than originally intended, all remain consistent within

themselves. In some cases, preserving the register and consistency of line will lead to other types

of compromises having to be made.
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Note and Voice Omission

In some instances, removing a note (or several) within a chord or within a line was a

necessary step in creating this transcription for guitar. There are two main reasons to omit a note:

musical efficiency and/or physical limitation. The last movement is an example for musical

efficiency, as seen in Musical Example 26.

Musical Example 26. Beginning bars of Echo (VIII) from BWV 831 for keyboard

Compare this excerpt to the beginning of the Echo (VIII) in the guitar transcription:

Musical Example 27. Beginning bars of Echo (VIII) from BWV 831 for guitar

These two measures exemplify instances where the omission of notes is necessary. One

can observe a subtle but noticeable difference within the first four chords; they all lack a note in

comparison to the original. In this case, most of the notes absent would belong to the tenor voice,

located immediately above the bass.
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One note from each chord becomes particularly redundant when transcribing this piece.

In the case of the first chord, the original score features an octave interval between the bass and

tenor voices. Since the opening chord is the tonic triad (B minor, B - D - F#), Bach chose a

typical four-part realization of the chord in which the root of the chord is doubled; however,

considering the reduced range of the guitar, it is much more pragmatic to equate the bass and

tenor voices, resulting in a three-note chord where, even though the bass and tenor are merged

into the same note (the low B as seen in the guitar excerpt), the effect is that the tenor voice has

been taken out. This becomes even more evident in the next chord (second chord of the first bar),

where the bass moves up a minor third to a D and the tenor voice is actually missing in the

transcription. While this second chord is now in first inversion, it is still a tonic triad, and the B

located in the soprano voice again allows us to treat the tenor voice as a harmonically-redundant

filler note in the context of this transcription. These subtle changes not only allow for the

performance of this passage, but provide a level of fluidity to the player that is hard to achieve

when realizing four-voice counterpoint on the guitar. Thus, both of the compositional gestures in

the first bar (the inversion change of the tonic chord and the melodic leap in the soprano voice)

remained entirely unchanged despite the absence of the tenor voice.

Opportunities to lighten the texture of the music are of paramount importance throughout

the transcription process, since they provide pragmatic and efficient alternatives that do not

detract from the musical intent of the piece or the final performance conveyed to the listener. If

one continues to look at this excerpt with that in mind, the second bar presents a couple more

opportunities for pragmatism.

The first chord, a root position dominant triad, can be reduced. In this case, the solution is

to take out the fifth of the chord (F# - A# - C#), while preserving the doubled F# in the bass and
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alto voices which subsequently will continue to act as the bass line in that passage. For this

transcription, the order in which notes are omitted is: (1) doubled notes, (2) the fifth of the chord,

and (3) the third of the chord. Furthermore, if a note is situated in the outer layers of the

counterpoint (i.e. soprano or bass voices) it is much more likely to be preserved, as these voices

provide the music with distinct and recognizable characteristics. As a general rule, it is much

more important to preserve chord inversion and melodic aspects of a passage rather than the

specific voicing of a chord. It is also very important to maintain continuity of voicing and texture

in the transcription, therefore due consideration and thought must be given to every single

instance in which a note needs to be omitted. Preserving a doubled note is preferred over

preserving the fifth of the chord (C#) with the musical intention and line continuity in mind.

Moreover, this C# effectively belongs to the tenor voice that has been subtracted from the

previous measure (regardless of the fact that it now appears in the treble line), deeming it

transcriptionally consistent to remove it from this opening chord of the second measure.

Finally, the last chord, located on the second beat of the second measure, features another

dominant triad with a doubled root in which removing the tenor voice presents a similar scenario

as the one found in the opening chord of the excerpt. If the tenor and bass voices are equated, the

bass line can arrive at a single note that serves both contrapuntal purposes, allowing the texture

to remain consistent. Additionally, the third of the chord is removed in the transcription. While

this is not an essential aspect of the transcription (the A# could in fact still be included on the

guitar), the reasoning behind it is that keeping the third of the chord would provide more voice

leading clutter than harmonic clarity. Consider that the dominant chord is firmly established for

the duration of this measure and that the tonality of the piece is perfectly clear at this point. With

that in mind, it is much more favorable to focus on clarity of line and direction by accentuating
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the ascent from A# to C# in the soprano voice. If the A# was included in the second dominant

chord, it would become harder to understand whether the melodic gesture is A# - B - A# or A# - B

- C#. The transcription suggests a lighter texture for this last chord; nevertheless the final score

will indicate an A# in parentheses in this measure to provide the performer with the option of

including it.

The previous excerpt provides an instance of note omission both for necessity and

musical efficiency since the full chords in measure one would require a problematic octave

change for the guitar. The next example features a different scenario, in which the original score

is virtually unplayable on guitar. The contrapuntal activity is far too intense to be able to be

reproduced adequately (or convincingly) on the new instrument, therefore omissions have to be

made. Three-part counterpoint is highly difficult to perform accurately on the guitar, especially at

fast tempos (which sometimes presents a challenge even for keyboard players).

Musical Example 28. Ending of A section of Echo (VIII) from BWV 831 for keyboard

In this instance it is much more feasible to subtract one of the voices, namely one that

arguably fulfills an embellishment role. There is a three-note motif that permeates the whole

movement (two sixteenth notes followed by an arriving eight note). The insistence of this motif
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suggests its integral role in the development of the work, making it of critical importance for the

compositional integrity of the piece. The bass line is key in achieving a climax in this section in

which the counterpoint is at its most active, providing an exciting and assertive close to the A

section. The top voice in this case, however, does not play such a key role in the passage.

Considering the context of this passage, this top line can be considered an ornamental chain of

suspensions that embellishes the fundamental counterpoint being realized underneath. In

addition, when trying different combinations of lines (bottom and top, bottom and middle, or

middle and top), this passage is represented best when bottom and middle are both present, even

if the top line is removed:

Musical Example 29. Ending of A section of Echo (VIII) from BWV 831 for guitar

The omission of the top line in this passage goes beyond the simple act of removing a

note from a chord to make it more accessible or efficient on guitar. In this case, the absence of

this line is absolutely necessary in order for this passage to be playable on the new instrument.

Bearing in mind the musical role this line plays throughout this excerpt, it is clearly the most

appropriate one to be taken out, since its absence presents the least amount of musical

compromise when considering the original score.

Furthermore, it should be noted that the bass line has been moved up an octave in the

transcription. This relates back to the fact that active counterpoint becomes more and more
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challenging the further apart two voices are, due to the physical nature of the guitar (for more on

that see section on Scordatura). This change allows one to maintain register consistency for the

soprano line throughout the movement, which arguably is still found in the middle line of this

excerpt (in the original) and not in the top line with the suspensions. In Schenkerian analysis, the

compositional technique in which an inner voice temporarily supersedes the top voice is called

“superposition,”35 and is quite a common phenomenon in tonal music. The evidence for this

assumption is strongest when one considers that the permeating three-note motif is always found

either in the top or bottom (soprano or bass) voices throughout the entire piece. It is only in this

section (and in its counterpart in the transposed B section) that any notes belonging to this

gesture are found in the uppermost line. In addition, this passage encountered in the B section of

this movement (the same although now in the home key of B minor) is slightly rewritten, now

featuring a chain of suspensions in the inner voice as opposed to the outer top voice:

Musical Example 30. Ending of B section of Echo (VIII) from BWV 831 for keyboard

35 “Another compositional technique that incorporates elaboration and transformation of a structural line
through transfer of register is superposition, in which one or more inner-voice tones are shifted above the principal
top-voice line.” Allen Cadwallader, David Gagné, Analysis of Tonal Music: A Schenkerian Approach (Oxford, NY:
Oxford University Press, 2011), 147.
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It would seem that Bach simply extrapolated this inner voice to a higher register in order

to both embellish the passage and provide voice-leading clarity in this climactic moment, where

the bass and soprano are interlocked in a close-registered contrapuntal flourish.

The next passage occurs in extreme registral proximity when transcribed to the guitar,

therefore a scrutinizing approach to note omission is necessary.

Musical Example 31. Overture (I) from BWV 831 for keyboard, mm. 30-37

Removing the notes highlighted in circles allows for consistency of line and an almost

literal reproduction of the original counterpoint. In this particular case, the tool that enables the

passage to work (despite the absence of important notes) is the use of articulation. As seen at the

beginning of the B section of the Overture (I), each voice entrance begins with a staccato motif

that consists of ascending arpeggiated musical examples. This specific articulation camouflages

the absence of the lowest note in the arpeggio, a disguise aided by the fact that the missing note

is doubled in the bass at the beginning of every entrance. Moreover, the note that needs to be

removed in this case remains completely static in the original, making it an even more obvious

59



candidate for removal. In general, one can argue that a voice that moves is more musically

interesting than one that does not.

Musical Example 32. Overture (I) from BWV 831 for guitar, mm. 31-39

This note omission sets an important precedent for the rest of this fugal section, which

greatly benefits from a lighter texture on the guitar. The fact that the counterpoint is so prominent

and active makes it quite difficult to execute on the new instrument, hence systematically

removing a few select notes can be profoundly helpful. Consider the following example:

Musical Example 33. Overture (I) from BWV 831 for keyboard, mm. 98-105
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These few repeating notes collide with the bass line when transcribed to the guitar, given

the reduced range and compressed register between the voices. Additionally, one can interpret

the overall motion as ascending when considering the rising notes on top of the static ones,

therefore the resolution that drops down in the original can be placed as a conclusion of the

ascending line as opposed to the result of the static line.

Musical Example 34. Overture (I) from BWV 831 for guitar, mm. 98-103

This approach not only allows for this passage to be played on the guitar (it would be

beyond its range if attempted exactly as the original), but it avoids the impending contrapuntal

collisions that would be caused by the change of register. In addition, if one simply included the

repeated notes in the transcription, bigger problems would arise. In the case of m. 99, the omitted

note in the transcription is a G. This G becomes the seventh of the A major chord that

subsequently leads to a D major chord, hence the G in the middle line would need to resolve

downwards to avoid a contrapuntal flaw. In the original, Bach addressed this issue by resolving

downwards, and the gesture found at the beginning of m. 100 happens an octave lower, therefore

resulting in a downwards and stepwise motion from the G. Since this voice-leading realization

cannot be played on the guitar due to range issues, this transcription was aware of the
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consequences this change of register might have on the counterpoint; in other words, one must be

careful to avoid contrapuntal mistakes that might arise from an adaption made to the new

instrument.

In the case of this passage in the transcription, if one simply left the G in the middle voice

and then moved the resolution up an octave, a major rule of counterpoint would be broken,

resulting in a bad exercise in counterpoint realization and a lesser musical experience for the

listener. The best solution in this case is to simply omit that note, achieving three equally

important goals: avoiding a voice-leading fiasco, allowing a more guitar-oriented texture, and

enabling a musical approach that is more truthful to the original.

On other occasions, the omission of a note or line is made for the purpose of maintaining

consistency throughout the transcription, as some passages might work in a given key that when

later transposed would be out of range, or physically not possible to execute. For example,

consider this passage from the Overture (I):

Musical Example 35. Overture (I) from BWV 831 for keyboard, mm. 48-49

The treble clef features an evolving arpeggio that in this case follows a simple harmonic

progression: tonic, subdominant, dominant, and finally tonic (not shown). While the transcription

could feature some of those lower notes as a supporting bass line (i.e. B, E, F#, B), it is not
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convenient to do so, since later on in the fugal section this same thematic material will appear

transposed a fifth down (now in the key of F# minor). The transcription looks as follows:

Musical Example 36. Overture (I) from BWV 831 for guitar, mm. 48

The transcription retains the harmonic progression as realized in the treble clef, but

simplifies the bass line underneath. The bass notes B, E, F#, B would still technically be within

the range of the guitar, but would set up disappointment later on in the piece.

Another important aspect to consider is the passage's relevance to the larger form of the

work. This passage happens immediately after the conclusion of the first major fugal section of

the Overture (I) which occurs from mm. 21 to 48. Consequently, this long-awaited arrival

follows the first significant cadence in the beginning of the B section. Bach attempted to release

the tension created in this first fugal section, which is why the texture changes immediately at m.

48. Moreover, the first dynamic indication (piano) comes exactly at this moment in the B section.

The counterpoint is much less active and shorter-ranged, mostly reduced to ornamental figures

and arpeggiations of the harmony being developed. With these facts in mind, it can be deduced

this following section should be calmer. In light of these musical considerations, it is better to

maintain a lighter texture in the transcription rather than a busy and denser texture. Preserving

the original bass line would not add too much harmonic context to the passage, but would

effectively make the passage harder to play and more technically convoluted to execute, directly

affecting the mood of this passage. Keeping a simpler approach to the transcription also allows
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for a more adequate musical interpretation of this passage, which would not be possible without

omitting some of the notes.

In reference to the point made earlier, including the bass line of the fugal section’s first

arrival would lead to trouble at the second arrival, which would now effectively be out of the

range of the guitar.

Musical Example 37. Overture (I) from BWV 831 for keyboard, mm. 78-80

.

The bass line featured in the excerpt above is essentially as low as low as possible on the

guitar, as the E# found on the second beat of m. 78 is only a half step above the lowest possible

pitch (an open E on the sixth string). Therefore, if one had kept the embellishing bass line from

the previous arrival section at m. 48, there would effectively be no more space on the guitar to

perform any lower counterpoint. Omitting a bass line in that first arrival section allows one to

remain completely consistent between these two sections, which in fact are identical to one

another in the original (except for the transposition a fourth lower). Instead, the transcription

assumes the lowest pitch of the treble clef as the bass line, which is consistent with the harmony

being developed in both cases.
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Musical Example 38. Overture (I) from BWV 831 for guitar, mm. 78-80

This section on note and voice omission has presented some examples as to why this

process is necessary for this transcription. It is of extreme importance to represent the voicing of

the original as closely as possible in the transcription, not only by going through a discerning

adaptation process but by representing the voicing properly in the new score. While it may seem

like a trivial endeavor, portraying the direction of the note stems accurately in the transcription

can provide the performer with essential information as to how to interpret a particular passage

or section, which is why this notational detail has been consistently addressed in the

transcription. Today, it is expected that a serious interpreter of a transcribed work become

intimately familiar with the original regardless of the transcriber, but nevertheless the

transcription itself should be as informative as possible.
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Ornamentation

Some of the challenges that arose from the making of this transcription appertain to the

realization of ornaments that are found in the original score. As mentioned earlier in this

document, contrapuntal independence on guitar relies heavily on registral location, since wide

spacing in between independent voices leads to physical impediments on the instrument. So is

the case for contrapuntal lines that are accompanied by elaborate ornamental gestures, in which

both hands must be engaged in the realization of the ornament. The ability to reproduce such

passages relies not only on fretboard locality, but also on the degree of complexity of the

ornament. For example, a passage that features active counterpoint in more than one voice, and

in addition features a complex ornament, is likely to be unplayable on guitar as originally

written. In these scenarios, it is far better to adapt the original score by simplifying one of the

voices or the ornament itself, rather than to try and execute a physically unfeasible passage. This

approach, albeit lacking a few notes in comparison with the original, will generally allow for a

more accurate and musically appropriate execution of the passage. The following excerpt from

the Overture provides a succinct example.

Musical Example 39. Overture (I) from BWV 831 for keyboard, m. 8
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The trill in the treble line requires a taxing position for the left hand, with the first and

fourth fingers fixed on the third fret of the first string and seventh fret of the second string

respectively (for the execution of cross-string upper note trill on two strings). This position in the

left hand results in a limited ability to execute counterpoint, since both of the fingers mentioned

above must remain in their positions throughout the duration of the trill. In excerpts such as

these, the transcriber must make decisions as to what is the most important element in the music,

and which elements should be preserved (or removed) for this passage to work as effectively as

possible on guitar.

Musical example 39 represents an important moment in the A section of the Overture: it

tonicizes the subdominant (IV), it features the only trill in the treble line that resolves up

(increased tension), and most importantly it resolves eventually to a G in the next measure,

which is the highest point of the treble line for the entire section. Consequently, this research

chooses to preserve the top line in its entirety, while simplifying the accompanying bass line to

accommodate the pragmatic execution of the trill.

Musical Example 40. Overture (I) from BWV 831 for guitar, m. 8

The transcription omits the embellishing features found in the bass line (between the D#,

B, and E), which in turn allows for a swift execution of the ornament on top. Even though the
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approach could be different (one could choose to keep the bass line and sacrifice the ornament),

in this specific scenario the ornament was favored, for the reasons discussed in the paragraph

above. In other instances, however, the ornament is changed in the transcription to preserve

another contrapuntal line, as seen in the following example.

Musical Example 41. Courante (II) from BWV 831 for guitar, mm. 5

This excerpt features an ornament which is simple in nature (a mordent), however when

coupled with a moving bass line it can present a challenge for the performer. Instead, a

“written-out” version of the ornament is suggested, where the top voice fills in the space in

between the A and the B at the end of the measure.

Musical Example 42. Courante (II) from BWV 831 for guitar, mm. 5

This solution changes the mordent in the original to a realized version of the ornament,

which allows for a seamless execution of the bass line while preserving the intention that

connects the A to the B in the top line (an ascending motion eventually resolving to a C#, the
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ultimate goal). Executing a mordent on the A (as written in the original score) would most likely

result in a disjunct bass line, since the performer would have to delay the subsequent notes to

accommodate for the realization of the ornament.

Another example of this approach to ornamentation (in which the embellishment is

written out in one of the voices) can be found in the Bourrée II (VII).

Musical Example 43. Bourrée II (VII) from BWV 831 for keyboard, mm. 1-3

Harpsichordists often choose to realize this ornament by executing both the appoggiatura

and the main note in the treble before the accompanying gesture in the bass clef (oftentimes

anticipating the ornament and consequently placing the main note of the ornament exactly on the

downbeat). This approach is problematic on guitar however, since the arpeggiations that happen

while the main note of the ornament is being held require a degree of independence and mobility

which is not possible to achieve while holding a note. To resolve this issue, this transcription

suggests placing the appoggiatura on the downbeat of the measure (the embellishing passing

note), thus moving the main note of the ornament to the second half of the beat (where the hand

can now remain in position to realize the arpeggiated gesture in the bass).
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Musical Example 44. Bourrée II (VII) from BWV 831 for guitar, mm. 1-3

The ornament remains virtually the same with this approach; however, the efficacy with

which the performer can execute this delicate passage is greatly enhanced, while preserving

continuity of voicing and line, as well as preserving the original intention of the ornament.

In other cases, the nature of a passage requires that an embellishment be changed

altogether to allow for its realistic execution on guitar. The B section of the Passepied I (III)

provides a clear example: its overall fast tempo and intricate counterpoint call for a high level of

pragmatism when adapted for the guitar.

Musical Example 45. Passepied I (III) from BWV 831 for guitar, mm. 8-9

Even though the original ornament is a trill, it is recommended that the embellishment be

performed as an acciaccatura, allowing the hands to be ready for the subsequent counterpoint

while still conveying an ornamental gesture at the beginning of the measure.
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Musical Example 46. Passepied I (III) from BWV 831 for guitar, mm. 8-9

This subtle change provides musical fluency while enabling the performer to preserve a

tempo that closely resembles that of a harpsichordist playing the original composition, while

allowing for contrapuntal clarity and motion.

This section has addressed several instances in which a change was made to an ornament,

or its accompanying counterpoint, in order to enable the execution of a technically complex

passage on guitar. While most of the solutions presented in this section carry a moderate to high

degree of difficulty, they ultimately enable the original ideas to be realized on guitar, which

would not be possible if adaptations were not made. Furthermore, these solutions can be

extremely effective despite their difficulty, especially when coupled with some of the technical

considerations discussed in the following section.
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CHAPTER 4: TECHNICAL CONSIDERATIONS

This extremely intricate work by J. S. Bach requires an unusually high level of technical

ability, and therefore a guitarist with advanced technique—also true of far more accessible pieces

by Bach. Even if intermediate players may be able to execute some of the movements found in

this work, the entirety of the work will remain unattainable until the performer’s technical

abilities have reached the maximum level of a skilled guitarist.

One of the reasons for this is the sheer complexity of the work, which as mentioned

earlier in this document, can present a challenge for even the most skilled keyboard players. In

addition to being Bach’s longest solo keyboard piece (over thirty minutes in length), the piece is

highly contrapuntal and intricately designed compositionally. These factors will test every aspect

of the performer's skills, from technical development to mental endurance.

Following are a set of techniques that will aid the player in delivering a more solid

performance (technically and musically), which might not be obvious to potential interpreters of

this work at first glance. For the purposes of this section, the plucking hand will be referred to as

“right hand” and the hand addressing the fretboard will be referred to as “left hand.” There may

be opposite-handed players who might attempt to play this transcription, in which case a simple

inversion of the terms will prevent any potential confusion.
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Right Hand Muting

The use of right hand articulation is well-established within the realm of classical guitar.

In its simplest form, the right hand can stop the strings from emitting any sound by muting

(stopping the physical vibration) the strings. In its highest form, a player can create layers of

articulation in which one voice might be stopped while another remains sonically active—a

technique required throughout this piece. This advanced degree of articulation can be achieved

by what guitarists commonly refer to as “planting,” a technical procedure in which one or more

fingers are placed ahead of time on the string that will be played. If one continuously plucks a

single string without planting, the sound should never stop in between notes. The finger is simply

contacting the string at the exact moment that it is plucked, therefore the sound production is

continuous. However, if the player plants a finger on the same string being played repeatedly the

string will cease to vibrate for the period of time in which the finger is “planted” on the string,

and will only resume its sound production once the fingers plucks the string again.

While this technique is commonly used to prepare the production of sound, another

potential use is to employ it to stop a string from vibrating, an option taken advantage of far less

often. This enhanced technique is not just a crucial tool in the addition of articulation to one’s

playing but also in the addition of musical control, which derives from the ability to stop strings

and residual resonances that are not desired after their original intended use.

Musical Example 47. Overture (I) from BWV 831 for guitar, m. 3

73



The third beat of this measure features a chord with an open E string (first string) on top.

This chord is immediately followed by a descending gesture in the bass with a C# on top, but no

aspect of this subsequent gesture requires (nor should it have) an open E note ringing over, as the

harmony and contrapuntal motions would become clouded. In this particular case, one has to

strongly consider stopping the open E string when the C# happens in the top voice by planting the

ring finger back onto the first string, leaving the middle finger and the thumb to execute the

remaining notes. This requires a high degree of independence between each finger of the right

hand. Players who have not encountered this technical proposition before will surely struggle at

first, but as with any other new technique it is important to keep in mind that it can be mastered

with dedication and practice. Another example is found in mm. 25-27 of the same movement.

Musical Example 48. Overture (I) from BWV 831 for guitar, mm. 25-27

In keeping with the overall treatment of articulation in the fugal section of this movement

the notes circled in the excerpt above should be played staccato. To achieve this effect, the

easiest solution would be to simply place back on the string whatever finger was used to pluck

the note in the first place, consequently stopping the vibration and creating a gap between that

note and the next one. The complexity of this passage derives from the fact that directly

underneath is a contrapuntal line that is fully continuous and requires a legato execution, which

means that while one finger is stopping the string (second string in this case), the others will be
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playing legato on the string directly below. Reading about this approach in the right hand can be

slightly confusing, however executing it reliably and consistently is even more challenging.

Slow, highly controlled, and goal-oriented practice is strongly recommended for instances such

as this.

Events in which the right hand is required to precisely stop one of the strings while others

continue to be struck are often related to the use of open strings. Consider this example:

Musical Example 49. Overture (I) from BWV 831 for guitar, mm. 31-32

The descending motion found in the top voice in the first measure of this excerpt (from A

to C#) includes an E which typically would be played as an open string. While this is also

recommended in this specific case, it is of utmost importance that the open string be stopped

immediately as the next note is struck, again for contrapuntal clarity and motion. In this case, the

simplest solution would be to once again replace the finger that struck the string as soon as the

next note happens. This becomes even more complicated in passages such as this one, where

consecutive double stops are continuously executed. It is important to note, however, that the

concept remains the same and the overall approach to this type of right-hand muting should

practically be unchanged. Another example of the same situation is found on beat two of the

following measure, which once more features an open E string that should be stopped as soon as

the next note is executed.

75



Clarity of execution is of the highest importance in the correct and proper execution of

this piece, and articulation is a key aspect to be developed in its performance. It is ideal to

maintain a light and accessible texture regardless of the technical complexity or density of the

passage. A thorough and consistent approach to articulation should be laid out for the entirety of

the work regardless of technical challenges or difficulty. It is also important to note that the use

of planting to stop resonances is far more often used on the bass strings with the thumb, which is

why the inclusion of examples of such a nature would be redundant in this document. The thumb

is naturally highly independent from the rest of the fingers while the fingers themselves are much

more attached to one another, therefore requiring an extra degree of independence and training in

order to execute the passages described above.

While the technique discussed in this section requires a high degree of technical

proficiency, the one discussed next is an inventive way to use what one would normally consider

to be “sloppy” technique.
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Left Hand Muting

One of the first lessons for guitarists is to make sure only the tips of the fingers on the left

hand contact the fretboard or the strings. The exception is when performing a barré (bar), or

when half-bars are used with any of the fingers. Advanced players, however, should have strong

enough foundations that they can effectively bend the rules as it were, and benefit from other

aspects of left-hand technique that instead of errors could be deemed extended techniques. With

this in mind, consider the following example:

Musical Example 50. Sarabande (V) from BWV 831 for guitar, mm. 14-18

The first three circled notes in the excerpt above can be stopped by using an enhanced

approach to left hand fretting. While fretting the note directly adjacent to the right of the circled

notes (in musical example 42), the finger being used to fret the note can be laid flat instead of

straight onto the string, which will effectively cause it to mute the string underneath providing

clarity of counterpoint. This is an approach to left hand technique that, when mastered correctly,

can lead to a much more enhanced musical discourse in which conflicting sonorities and overall

left-over resonances can be constantly controlled with little thought and effort.

A similar scenario is present in m. 18, where an open E string takes place in the highest

voice. While the right hand could be used to stop it as soon as its duration is over, one can also

make use of a “sloppy” bar on the second beat in which the first finger presses the fifth and third
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strings properly but barely touches the first, just enough to mute the open E without actually

producing a sound.36

Another common instance of right-hand muting arises when using cross-string

ornaments,37 in which the ornamented note should remain present after the embellishment is

finished without the presence of the ornamental note used during the trill. For example:

Musical Example 51. Overture (I) from BWV 831 for guitar, m. 4

The trill should be executed over the first and second strings. Since the D on the second

string is the ornamented note, the higher ornamental note is the open E string. It is of extreme

importance that this open E string be muted as soon as the final D is uttered on the second string,

this will provide the best possible execution of the ornament and clarity of counterpoint. Since

the right hand is already engaged in a fairly complex endeavor, one can simply flatten the left

hand after the final note of the trill is played and effectively mute the open string in this manner

(most likely using the side of one of the fingers or even the palm of the left hand).

While one could certainly train the right hand to jump to the first string after the

ornament to mute it, a more pragmatic approach is to use the left hand as described above.

37 Technique in which two or more strings are used to create a trill, separating otherwise adjacent notes and
consequently allowing the right hand to pluck them as a fast arpeggio, as opposed to a continuous slur from the left
hand. This adds consistency and presence to the ornament, allowing the performer to gain intensity throughout the
embellishment.

36 Good modern guitars will produce a sound simply by fretting a note on a string that is vibrating. To be
effective in the stopping of a string with the left hand one must address the motion assertively but not aggressively,
since simply placing a finger on the string will most likely cause a different noise or note to be activated.
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Musical Example 52. Overture (I) from BWV 831 for guitar, m. 12

In this last example, the trill happens in the bass line,38 rendering the use of the palm of

the left hand much less likely. Instead, as was the case for the excerpt on Musical Example 42, it

is better to simply use the side of the finger (or bottom of the finger, depending on hand position)

laid flat to stop the string underneath the final note of the ornament.

This approach to an enhanced left hand technique can be most effective when coupled

with ingenious fingerings that reduce the amount of open resonances on the guitar. While open

sonorities are ideal, some sections, especially those contrapuntal in nature, call for a different

approach to left hand and open string usage, as illustrated in the next section.

38 This potential ornament is not actually written on the score, but it is common practice to ornament
gestures such as this during the second repeat of a given section in Baroque music.
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Advanced Fingerings: Closed vs. Open String Usage

Because of the length, intricacy, overall complexity of the piece, and the technical and

musical demands on the performer, it is important to be as intelligent and creative as possible in

problem solving. It is imperative to devise ingenious fingerings to execute challenging passages,

whether the difficulty lies in achieving a desired articulation, musical effect, or simply playing

the passage reliably.

The usage of open strings can be of great benefit in many passages throughout this piece.

This is not always the case however, as some excerpts might prove difficult to control if too

many strings are ringing at the same time. Contrapuntal clarity comes from controlling which

notes sound together (creating harmony) and which of them do not (creating counterpoint),

therefore a scrutinized approach to open string usage is required in this work.

In some cases, it is best to avoid open strings and fret several notes on the same string, or

in closed positions. Take the opening of the fugal section in the Overture (I):

Musical Example 53. Overture (I) from BWV 831 for guitar, mm. 21-24

While this passage can be played over as many as four strings, it is advisable to refrain

from doing so and use only two strings (third and second). This approach renders the

introduction of articulation much easier, since the left and right hand can collaborate on the same

string to control the duration of the notes. If more strings are introduced, one runs the risk of
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having too many sounds occurring simultaneously, therefore more complex techniques will be

required to control them. It is better to take a simpler approach and finger these passages on

fewer strings, which will both provide tone consistency and enhance the clarity of the

counterpoint. Consider this next example presented for different purposes in an earlier section.

Musical Example 54. Overture (I) from BWV 831 for guitar, mm. 25-27

This passage was also provided as an example of right-hand muting (for details regarding

the excerpt refer to the section on Right-Hand Muting). The option to execute this on the same

string is possible because the notes being articulated (in circles) are placed on the same string as

the subsequent notes in each case (in squares). Therefore, the muting finger need not travel

between strings to be planted, and the motion of planting and plucking can be kept on the same

string throughout this passage. This might seem like a trivial detail to ponder, but it is easy to

miss and can make an enormous difference in the level of difficulty if not considered.

When it comes to the usage of open strings to achieve fluency and continuity, there is

hardly a better example than the music of Silvius Leopold Weiss (1687-1750). One of the

greatest lutenists of his time and a contemporary of Bach (almost to the year), Weiss developed a

uniquely personal approach to open string usage which is heavily relied on today. As Renato

Serrano states in his dissertation:

Weiss’s compositional approach was highly idiomatic for the lute and permitted him to
develop a unique aesthetic for legato, known as “Weiss’s legato style”. This term was
coined by Douglas Alton Smith in his PhD thesis, describing the criteria used by Weiss
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for textures and fingerings. According to Smith, the concept is focused in two technical
applications: 1) string alternation and arpeggiation, avoiding the placement of more than
three notes in sequence on the same string, and 2) ascending or descending slurs.39

This effect is sometimes called Campanella, as described by Douglas Niedt:

The campanella effect is the result of a unique style of left-hand fingering. A campanella
fingering is produced by taking a passage that on paper looks like a scalar segment (as
opposed to a chord) and fingering it as a combination of fretted and open strings so that
as many notes as possible ring over the previous ones. It is very much like turning a
scalar passage into an arpeggio. This results in the notes ringing together as a pleasing
mish-mash of resonance, sustain, and often pleasing dissonance.40

This approach to right- and left-hand fingering can be very effective in realizing difficult

passages with fast subdivisions, by providing a technically accessible and musically rewarding

alternative. Consider this passage found towards the end of the Overture (I):

Musical Example 55. Overture (I) for keyboard, m. 147

This excerpt showcases a very fast progression of notes towards the end of an already

massive first movement. It is no doubt a challenging feat to face this at such a stage of the

performance, hence an approach in which open notes are introduced into the equation can

provide a much-needed technical relief that will increase the accuracy and consistency with

which this passage is executed. The transcription looks as follows:

40 Douglas Niedt, “The Campanella Effect,” Douglas Niedt Guitarist, accessed July 26, 2021, https://doug
lasniedt.com/campanellapart1.html.

39 Jaime Renato Serrano-Muñoz, “Guidelines for Transcribing Baroque Lute Music for the Modern Guitar,
Using Silvius Leopold Weiss's Sonata 36 (from the Dresden Manuscript) as a Model” (DMA diss., University of
Arizona, 2016), 48.
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Musical Example 56. Overture (I) from BWV 831 for guitar, m. 147

Every circled note in this excerpt is to be struck as an open string (either an open B

second string or an open F third string), and the remaining notes are not to be played on the same

string. The opening E of the scale is played on the fourth string, followed by an open third string,

then the G is played again on the fourth string while the subsequent A should be played on the

third string; this would then be followed by an open B on the second string, and so on. This is

one of many examples found throughout the work. The first Gavotte in particular makes

extensive use of this technique in the transcription.

Musical Example 57. Excerpt from Gavotte I (III) from BWV 831 for guitar, mm. 18-26

Every circled note in this excerpt is played as an open string, and every note adjacent to

those that is part of the same sixteenth-note run is played on adjacent strings, but never on the

83



same string subsequently. This is likely the only way to execute this passage successfully given

the musical nature of this movement (considering the fast tempo, and the increase of dynamics

and tension towards the end). In addition to making the performance of this movement plausible,

this technical approach to fingerings echoes back to the music of Weiss and other Baroque

lutenists, which in turn connects us to Bach. Harpsichordists use a technique referred to as “over

legato” to achieve a similar result as campanellas. Attempting to pluck these challenging runs in

a linear fashion on one string would most likely result in a heavy musical approach, where every

note was given almost too much importance, rather than focusing on the light and ornamental

texture of the passage, in which these runs are merely a means to an arrival. As has been pointed

out throughout this document, the ideal technical solution is one that provides technical relief as

well as musical accuracy and fluidity, in which case making use of Weiss’s legato style in

situations such as these is an extremely valuable tool.

This section has shed light on many of the issues encountered while creating the guitar

transcription of Bach’s Overture in the French Style (BWV 831). Even though the original work

poses many challenges to the transcriber, it also provides many opportunities to pay homage to

the original score, instrument, and overall work, as has been explored in this section. The many

ways in which this transcription has dealt with impeding features of this work for keyboard (such

as instrument range, physical impediments, and musical consistency, to name a few) were always

approached with an a priori abundance of respect and admiration for the composition as well as

the composer. The ultimate goal of this endeavor is to successfully incorporate into the classical

guitar repertoire this magnificent work by J. S. Bach.
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CHAPTER 5: CONCLUSIONS

The Ouvertüre nach Französischer Art (BWV 831) by Johann Sebastian Bach, also

referred to as the Overture in the French Style, can be performed effectively on the classical

guitar provided a sensible approach is adopted towards its transcription, technical execution, and

musical realization. This document provides examples as to how particularly challenging issues

were addressed always with contextual musical implications and technical considerations in

mind. Furthermore, it aims to serve as a critical guide not only for the performance of this piece

on the guitar but also for future transcriptions of other technically demanding works.

The use of scordatura and Baroque performance techniques (i.e. Weiss’s legato style or

style brisé), in conjunction with the infusion of an idiomatic approach to problem solving on the

new instrument, can provide a high level of comfort and conviction necessary for the realization

of challenging works such as the Overture in the French Style (BWV 831) on the classical guitar.

Furthermore, the scordatura used in this transcription not only allows a performance of the piece

in the original key of B minor, but also facilitates the technical execution of the work and greatly

enhances the resonance of the instrument due to the numerous open strings available in this key.

It is essential to utilize advanced damping techniques in both hands, because of the increase in

overall resonance resulting from the alternate tuning. Articulation, phrasing, and clarity of

counterpoint can be achieved using the extended techniques mentioned in this document. All of

these elements of Baroque performance practice are critical in a successful performance of

Bach’s music.
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This research and the resulting transcription faithfully represent Bach’s original work,

while portraying the beauty of the classical guitar. The use of vibrato and nuanced dynamics

(such as crescendos and decrescendos) allows for a mode of expression that is impossible to

achieve in the original instrument, enabling the transcription of this work to reach new levels of

musicality and artistic expression.

The inclusion of this masterpiece in the classical guitar repertoire is a task worthy of the

enterprise, which as a result will now enable the performance of Bach’s largest composition for

keyboard on the guitar while respecting the musical ideas, intricacy, and complexity of the

original work. Moreover, one is hopeful this transcription will come as a revelation to the

classical guitar community and therefore serve as a motivation for others to engage in the

process of transcribing appropriate compositions (or even larger works in length and

instrumentation) by Bach or a similarly great composer.
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APPENDIX

Fully edited transcription for Classical Guitar of Johann Sebastian Bach’s Ouvertüre nach

Französischer Art (BWV 831) originally written for harpsichord with two manuals.

Overture in the French Style, BWV 831:

I. Overture

II. Courante

III. Gavotte I & II

IV. Passepied I & II

V. Sarabande

VI. Bourrée I & II

VII. Gigue

VIII. Echo
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